In 1903, Giovanni Papini, a 22-year-old aspiring philosopher who would soon channel his rampant ambition into literary writing, was one of the founders of the philosophy magazine Leonardo (1903-07). A group of young intellectuals and artists, here defined as the Florentine avant-garde, gathered around this periodical and its successors La Voce (1908-16) and Lacerba (1913-15). By drawing on Bourdieu's sociological theory of cultural fields, this essay explores how the intellectuals writing for these periodicals established a powerful intellectual network and criticized the cultural institutions of the period: universities, the press, and the literary and artistic markets. By tracing individual biographies and intellectual trajectories, this essay also highlights the conflicts that arose within the Florentine avant-garde and with the Futurists led by Filippo Tommaso Marinetti. 
From Leonardo to La Voce
As editors of Leonardo, La Voce, and Lacerba, Papini and Prezzolini were keenly aware of the importance of periodicals in renewing cultural fields. Both inscribed their most recent endeavours in a genealogy that amounted, in their opinion, to a succession of innovations and revolutions:
When history, like a winding path, in order to achieve its purpose changes direction and doubles back, […] Prezzolini's La Voce (1908) , which selected and put together the theoretical and literary issues inherited from Leonardo, and the political and social ones inherited from Il Regno. […] When La Voce became too serious and cultural, a group seceded and went on to create Lacerba (1913) , which […] was and is the most modern, most ruthless, most dangerous, most innovative and most national magazine our country has ever had since the beginning of time.3
The two genealogies largely overlap. This is not surprising, since Papini and Prezzolini worked together until Lacerba was created in 1913. The two met in 1899. Papini, the son of a poor Florentine artisan, had just received a high-school diploma allowing him to teach in elementary schools but not to enrol at university. Prezzolini was the son of a prefetto (a local representative of the national government), who on passing away in 1900, bequeathed his son a small income. As soon as his father died, Prezzolini left the liceo, the most prestigious Italian high school, without obtaining a diploma: although better off than Papini, he too was unable to enrol at university.
2 'Dove la storia, a guisa di gomito d'una strada, muta direzione e si ravvolge su se stessa, per raggiungere il fine […] le idee si personificano in un qualche gruppo di giovani, cavalieri del santo sdegno e profeti dell'assoluto […] . Fu prima La Cronaca Bizantina; poi Il Marzocco giovane; e dopo Il Leonardo; oggi è La Voce'. Giuseppe Prezzolini, 'Il Marzocco II', La Voce (13 May 1909), p. 86; this and the following translations are all mine. Cronaca bizantina (Rome, 1881-86) was a literary and artistic magazine renowned for having hosted Gabriele D'Annunzio's first writings; Il Marzocco (Florence, 1896 (Florence, -1932 was originally established by a group of critics and poets interested in French Symbolism. According to Prezzolini, at the beginning of the twentieth century the magazine had lost its bite and seemed to speak 'well of everyone. It contains beautiful ads, and is an essential read for anyone wishing to chat to ladies about our literature' ['dice bene di Tizio, di Cajo, di Sempronio ed anche di Eccetera se potesse, contiene bellissime inserzioni editoriali, è necessario a chiunque voglia parlare con signore della nostra letteratura '.] Although lacking a university education, Papini and Prezzolini strongly aspired to an intellectual life and embarked on an ambitious self-education program. At the beginning of the century they both considered themselves philosophers: consequently, Leonardo was mostly a philosophy review, although it also featured articles on literature and art. The young editor and his companion were joined by other people at the beginning of their intellectual careers: Giuseppe Antonio Borgese and Emilio Cecchi (1884 -1966 would both become renowned literary critics, and the philosopher Giovanni Amendola (1882 Amendola ( -1926 became a member of Parliament and an influential anti-Fascist activist after the First World War. Leonardo can be considered a typical petite revue: it was published irregularly, and it was mostly funded by the authors themselves and by a limited number of subscriptions. The magazine was lavishly decorated, thanks to contributions by a group of Florentine painters and engravers.
In 1907, Papini and Prezzolini closed Leonardo because it was becoming too successful. They did not want the periodical to become a commercial enterprise, nor did they want to settle into their current intellectual roles. In the following year, Papini moved to Milan. He thought he had gained enough prestige to become an interesting author for the main publisher at the time, the Milanese Treves; he also hoped to solve his financial difficulties by being hired by the most important Italian newspaper, also based in Milan, Corriere della Sera. He was disappointed in both his expectations, and was obliged to return to Florence within a few months; his ensuing intellectual crisis was resolved by devoting his intellectual energy to literature rather than philosophy. During his brief Milanese period, Papini created a new magazine, Il Commento; although only one issue was published, it consolidated the existing links between Papini, Prezzolini, and the Milanese aristocrats of the Catholic modernist movement, a group of religious thinkers and historians of religion who hoped for an intellectual renewal of the Church: Alessandro Casati (1881 -1955 ), Tommaso Gallarati Scotti (1878 -1966 ), Stefano Jacini (1886 -1952 , Antonio Meli Lupi di Soragna (1885 Soragna ( -1971 , and the middle-class poet from Liguria, Giovanni Boine (1887 -1917 .
After Il Commento closed down, Prezzolini began planning another periodical. Papini was willing to help organize and write contributions, but he never felt that the magazine would meet his new literary aspirations. When La Voce's first issue came out on 20 December 1908, it differed radically from Leonardo: the in folio format made it resemble a daily, and it was regularly published once a week until January 1914 when it became a fortnightly paper. La Voce published articles on a wider range of topics than did Leonardo: apart from philosophy, art and literature, it also dealt with Italian and international politics, religion, economy, and social issues. Starting from 1910, La Voce also established a book series called Quaderni della Voce, then a bookstore, and finally a publishing house named after the Libreria della Voce [La Voce's Bookstore]. La Voce brought out special issues on sexuality, irredentism, and Italian contemporary philosophy. These were republished and sold separately. Moreover, in 1910, Prezzolini and his collaborators organized the first Italian exhibition of Impressionist paintings in Florence.
Despite the variety of promotional strategies, all of which had already been experimented with in the more developed Parisian periodical market,4 the weekly never had a very large audience. La Voce printed two thousand copies on average, and could count on a devoted readership of about 1300 subscribers. The advertisements published on the last pages confirm the elitist nature of La Voce's audience: most promoted other periodicals (to which La Voce's authors contributed) and the Libreria della Voce series.
12
Allies and Enemies had to cease publication after the pope threatened them with excommunication.
The modernist movement can be considered avant-garde in the field of religion: it was one of the many alliances of innovators that Prezzolini's La Voce was able to attract. The magazine can actually be seen as a national hub, where several avant-gardes, each interested in overturning the hierarchy of a specific social field, met and gained strength by simply banding together. The union of different innovative projects gave the impression of a general movement aimed at reforming all Italian cultural, political, and social life. Milanese aristocrats and destitute socialists, painters, musicians, psychiatrists interested in Freud's theories, and poets seduced by Otto Weininger's philosophical description of sexuality all came together because, in Prezzolini's words, they were all 'rebels and dissidents '.5 La Voce thus published articles by two unorthodox socialists, Gaetano Salvemini (1873 -1957 ) and Benito Mussolini (1883 -1945 ; both left the Partito Socialista Italiano (25 January 1912) in 1911 and 1914 respectively, when their somewhat different efforts to shake up the party failed. La Voce also contained articles by the literary critics Borgese, Cecchi, and Renato Serra (1884-1915) , whose work was labelled at the time as 'aesthetic criticism' and was perceived as antagonistic to the erudite and philological literary studies taught at university. La Voce also published writings by debut literary authors such as Papini, Boine, Ardengo Soffici (1879 -1964 ), Piero Jahier (1884 -1966 ), Umberto Saba (1883 -1957 , Scipio Slataper (1888 ), Clemente Rebora (1885 -1957 ; their first or, in some cases, second volumes of prose or poetry were issued by the Libreria della Voce. An article by Roberto Assagioli , who wrote his doctoral dissertation during a stay at the Burghölzli psychiatric hospital in Zurich, is also worthy of note. In 1910, the year he graduated, he authored an article for La Voce on Freud's theories on sexuality: it was the first work on the subject to be published in Italy.
Fig. 4 Book advertisements in La Voce

La Voce and Modern (Parisian) Art
One of the most assiduous contributors to La Voce was the painter and writer Soffici, whose articles dealt mainly with contemporary art, of which he had first-hand knowledge since he had lived in Paris for seven years. Although Soffici came from an impoverished family of Tuscan farmers, he had, nonetheless, embarked on such an uncertain career as the artistic one. In 1900 he moved to Paris, where he soon entered the circles of the latest avant-gardes: he became acquainted with Apollinaire, Picasso, Alfred Jarry, and Max Jacob. After a nervous breakdown, he returned home in 1907, just in time to become the most important living connection between La Voce and Paris.
At the beginning of the twentieth century, contacts with the French capital were of foremost importance. Paris was still the capital of the République mondiale des lettres, a city that attracted artists, writers and intellectuals from the world over because it enabled international recognition and legitimation of artistic, literary, and intellectual endeavours. Paris was of particular importance to avant-garde artists and writers: they could accelerate the process of acquiring symbolic capital in their own national fields by gaining prestige and recognition in this global capital of art and literature.
In La Voce, Soffici used his knowledge of what was considered new and modern in Paris to condemn Italian culture as provincial and obsolete: he published several articles criticizing the most important Italian art exhibition, the Venice Biennale, and attacking La Gioconda as a symbol of traditional painting, while informing his readers about the most recent developments in the Parisian art scene. He wrote about the sculptor Medardo Rosso, an Italian expatriate renowned in Paris but unknown in Italy, and about Impressionism (his Parisian connections were crucial in letting La Voce organize the 1910 Impressionist exhibition); he was the first in Italy to chart the ascent of Cubism and establish the importance of works by Cézanne, Picasso, and Braque.
The Alliance with Benedetto Croce against Universities
Last but not least, La Voce hosted 'rebels and dissidents' interested in renewing the field of philosophy: Benedetto Croce (1866 Croce ( -1952 and Giovanni Gentile . Today it certainly sounds bizarre to conceive of Croce as a 'rebel and a dissident', but -I am again using Prezzolini's words -'at that time Croce, too, was rebelling against the philosophy taught in universities, and against positivism, which was still the dominant philosophical trend'.6 In the 1910s, Croce was not the hegemonic force in the Italian philosophical, literary, and historiographical fields he was later to become. However, he had already begun to acquire a certain amount of intellectual capital, which he added to other social capital of which he was well endowed. Born in 1866, he was one of the richest men in the country; he was also introduced, through family ties, to a productive web of political and intellectual relationships (his uncles Silvio and Bertrando Spaventa were respectively a senator and a philosopher). Like Papini and Prezzolini, he had no university degree: it was not that he could not afford regular studies, but rather that he could not be bothered with them.
Such a stockpiling of different social capitals is something often found behind the most ambitious intellectual projects, such as Croce's planned attack on Italian positivism. His first philosophical work, La storia ridotta sotto il concetto generale dell'arte (1893), criticized the positivist methods of contemporary historians. He went on to attack the positivist methods of literary scholars in La critica letteraria (1894). During Leonardo, La Critica, no. 1 (1903) When Leonardo ceased publication in 1907, the relationship between Croce and Papini was already strained, whereas the bond between Croce and Prezzolini was strengthening. In fact, Croce became La Voce's most relevant financial supporter after Casati, and was also a source of valuable advice for the young editor of the magazine. In contrast, Papini became, especially during the Lacerba years, one of Croce's most fervid opponents.7 The origin of this rivalry can be traced back to their antithetical social backgrounds. Though Papini was no less ambitious or aggressive than Croce, he was forever engaged in a humiliating search for a bread-and-butter job, and could never be as self-assured as Croce. A 1903 letter from Prezzolini to his fiancée helps us get an idea of the way Croce would appear in the eyes of younger, ambitious intellectuals:
He is a man of lively conversation, teeming with anecdotes and ideas. He is a happy man, who has a lot of money, a lot of ingenuity, a very good memory, many friends and many enemies, many books, and well-chosen ones. A man who can bad-mouth anyone, who is feared for his polemics, and has little regard for professors. He travels, he publishes what he wants and as much as he wants, he has a beautiful woman… What else could you wish for?8
Why was Croce so interested in Papini's Leonardo and Prezzolini's La Voce, despite their very different backgrounds? Why did he choose to back them? An explanation may be found in a quote from an article by Prezzolini in an early issue of Leonardo. He wrote: 'Leonardo brings us together more for our common enemies than for our shared goals'.9 This is generally true of any avant-garde; that is, of any alliance of intellectuals grounded on the project of renewing a cultural field. At the beginning, intellectuals deprived of symbolic capital find strength in alliance. When some begin to acquire symbolic capital of their own, however, their different goals start to emerge. Those who are able to acquire prestige and recognition begin to distance themselves from the group in order to strengthen their individual positions, creativity, and intellectual projects.
In 1903, Croce saw in Leonardo a potential ally in his battle to affirm an idealistic philosophy against positivism. Papini and Prezzolini also saw in Croce an ally, and moreover, a model: although Croce, like them, had no university degree he had nonetheless managed to occupy an intellectual position admired by some, respected by many, discarded by none. In a book published in 1906, La coltura italiana, Papini and Prezzolini described with contempt universities, museums, magazines, journals, newspapers, art, and literary criticism, glorifying the liberty and freedom of intellectuals like Croce and themselves, who were not affiliated with any cultural institution, least of all with any university -the main cultural institution of a modern nation.
Academia was one of the favourite targets of the Florentine avant-garde, especially in La Voce. Attacks came not only from people excluded because lacking qualifications -for example, Papini, Prezzolini, and Croce -but also from those working within the university, who denounced a corrupt system of recruitment and career advancement. La Voce was always willing to discuss the latest academic scandal, to ridicule the most celebrated scholars of the Florentine university, or to mock national positivist luminaries such as Cesare Lombroso . Such attacks reveal a general dissatisfaction with the transformation of the academic system at the time, namely the growing prestige of scientific disciplines, specialization of humanistic ones, and the rise of human sciences. Sociologists, psychologists, and anthropologists seemed threatening to more traditionally educated humanists like those writing for La Voce, because they dealt with the same objects (society, human psyche, human relations) and were becoming increasingly influential among the general public.
Against Journalism
Unsurprisingly, academic journals were by no means exempt from the general assault on universities:
Academic journals are no more than science journalism: you either read them and bin them or you go to the library to browse through a dozen in one morning. You leave almost as ignorant as you were before.10
This quote is suggestive of how the authors of La Voce despised journalism as much as academia. At the very start of its publication, La Voce's most prominent contributors, that is Prezzolini, Croce, and Papini, wrote three articles trying to dissuade graduates in literature and philosophy from seeking a newsroom job.11 Despite their different perspectives, all three lamented that the journalistic profession had become particularly alluring to aspiring intellectuals, since it seemed to guarantee not only a living but also rapid fame. Journalists were perceived as a menace not only because, together with scientists and human scientists, they were competing with the literati in influencing public opinion; the logics inherent to the journalistic profession was also interfering with the inner workings of the literary and artistic fields. As Prezzolini put it, by being part of a system based on the continuous search for something new and easy to sell, journalists pollute the field of ideas and art. They delay the career of the honest, glorify the weak, don't attack the successful, ignore the young, traffic in praises, threaten everyone with censure or, more frequently, with silence. And they do so because they often envy what they are not or could not become: poets, philosophers, or simply honest men of taste, discernment, and reflection.12
In fact, the most frequent attacks against journalists launched by Leonardo, La Voce, and Lacerba were not aimed at regular reporters or authors of op-ed pieces, but at people like Ugo Ojetti (1871 Ojetti ( -1966 
Against the Literary Market
La Voce's paraded disdain for journalism did not stop it from considering the press one of the main cultural institutions of the time, along with schools, universities, libraries, publishing houses, art galleries, and exhibitions. During its first year, the magazine published a series of feature articles about leading Italian newspapers authored by Luigi Ambrosini a monthly serializing a novel) .17
The constellation of periodicals revolving around the Corriere della Sera is an example of what the scholar of Italian publishing Giovanni Ragone has called an 'integrated system', embracing newspapers, magazines, and publishing houses. The main Italian publishers, Treves and Sonzogno, had been founding dailies and periodicals since the last decades of the nineteenth century; their principal illustrated magazines, L'Illustrazione italiana and Il Secolo illustrato respectively,18 published short stories and serialized novels by leading authors of the two houses, along with book reviews and advertisements promoting their most recent published works. In a 1909 article, Prezzolini labelled the writers of this integrated system 'prose suppliers':
[those] who write for newspapers, are accepted by the magazines, write plays and publish short stories, literary criticisms, and political pieces. Because they lack any distinguishing artistic or moral personality or practice, they are all fairly similar, and you find their identical prose wherever you look: in La Lettura as well as in Il Secolo XX, in Avanti! as well as in Corriere, in Ventesimo as well as in Marzocco, in
Il Messaggero as well as in Il Resto del Carlino.19
The intellectuals of the Florentine avant-garde, while despising this emerging system of mass cultural production, were well aware of the crucial role that publishing played in disseminating ideas. In the same year Leonardo was closed, Papini announced to Prezzolini his intent to become a publisher who is not just a merchant; a thinker who, after preaching action, tries to set an example; a writer who, after realizing that writers are exploited by publishers, aims to create a small company that differs somewhat from the others and in which it will be possible to publish what no other publisher would accept.20
The publishing system of other European countries provided numerous examples of what Papini envisaged, from the publishing activities of the Parisian avant-gardes to the German publisher Eugen Diederichs (1867-1930), whose initiatives had been praised more than once in Leonardo's columns and whom Prezzolini had interviewed in La Voce's very first issue. But there was a closer example of 'a thinker who, after preaching action, tries to set an example': in 1902, Croce had begun to advise the founder of a publishing house in southern Italy, Giovanni Laterza from Bari, for whom he designed several philosophical and literary series. He also arranged for many of the intellectuals with whom he came into contact to work for Laterza: he used them as editors and translators, and made them write prefaces or edit philological publications. Papini, Prezzolini, and Borgese were among these, and they soon emulated their teacher: Papini and Borgese both directed collections for Rocco Carabba, a small publisher from the Abruzzi, and in 1910 Prezzolini founded the collection Quaderni della Voce, which soon became the publishing house Libreria della Voce.
Since novels and short stories were the literary products upon which the great commercial publishers of the time relied, Laterza, Carabba, and the Libreria della Voce distinguished their production by translating philosophers, issuing new editions of Italian and foreign classics, producing philosophical essays, volumes of poetry, and lyrical prose. Even when authors like Slataper or Papini wrote something resembling a novel -that is, lengthy books of narrative prose -these were always based on the author's experience and lacked the architectural features of a novel.21
Enemies, then Allies, then Enemies: Lacerba and the Futurists
The small publishing enterprises, in which Croce, Papini, Prezzolini, and Borgese collaborated, were in opposition to the great Milanese-based, market-oriented houses: they created a space in which books were valued for their cultural worth above all. Such opposition is a constant feature of modern cultural fields, where evaluation of cultural products according to rules established by intellectuals is continually menaced by the interference of other evaluation criteria, among which commercial value is usually the most relevant.
Remarkably, when La Voce began its offensive against the newly-emerged Futurist avant-garde (the 'Manifesto del Futurismo' was published in the French daily Le Figaro on 20 February 1909), it branded the enterprise of Filippo Tommaso Marinetti (1876 Marinetti ( -1944 as nothing more than a commercial product:
The so-called Futurism is one of many attempts to produce a spiritual movement because someone has the commercial potential to do it. It was generated from the gross misconception that having the resources to launch an idea is enough to produce it. It is the luxury of literati loaded with money, who believe they can avail themselves of modern Milanese financial power and make it work even within the very disinterested world of art.22
Slataper's article, insinuating that Futurism was just a commercial phenomenon, a movement gaining reputation because of the advertising provided by Marinetti's money, 21 See Slatapers's Il mio Carso (1912) and Papini's Un uomo finito (1913) . 22 'Il così detto futurismo è uno dei molti tentativi di produrre un moto spirituale qualunque perché se n'ha in tasca la possibilità commerciale. È nato dal grossolano equivoco che l'aver i mezzi per lanciare un'idea basti a produrla. È un lusso di letterati che, pregno il sangue della potenza finanziaria milanese moderna, han creduto di poterla far valere pur nel mondo disinteressatissimo dell'arte'. Scipio Slataper, 'Il Futurismo', La Voce (31 March 1910) , p. 295. was tendentious but true. Marinetti was making use of his wealth to subsidize the artistic movement he led. However, Slataper neglected to say that Marinetti was pouring funds into his movement with no expected economic return, which put his cultural enterprise outside the realm of commercial publishing. Marinetti had made his literary debut as a French poet at the end of the previous century. Thanks to his contributions to several periodicals, he was fairly well known, if not exactly highly regarded in Parisian literary circles. In 1905, he founded in Milan the magazine Poesia , where he published works by Italian and French poets, and the publishing house Edizioni di Poesia (from 1909, Edizioni futuriste di Poesia). He closed Poesia in the same year as he launched his manifesto. From then on, he opted for another sort of promotional strategy: he managed the activities of his fellow artists and poets through the ceaseless distribution of manifestos, leaflets, anthologies, and pamphlets. He also organized art exhibitions and serate futuriste, that is, Futurist soirées of poetry reading, music, and theatre, which often ended in brawls between the artists and the audience.
Marinetti and other Futurists were no less dismissive of Italian contemporary culture than the Florentine avant-garde: suffice it to recall Marinetti's plea to destroy libraries and museums, and drain the Venice canals. At the beginning, the two groups competed against each other in order to gain hegemony over the desired radical renewal Like many petites revues, Lacerba was not long-lived. It was closed down when Italy entered the First World War, a political result Lacerba had loudly campaigned for during its last months. Its distribution was relatively wide, however: some eight to ten thousand copies were sold, a number large enough for the magazine to break even. But this good financial result was in part achieved thanks to the at least three thousand copies regularly bought by one person, Marinetti, who circulated them among his large network of relations. So although it is true that Lacerba received no money directly from the Milanese millionaire poet -something Soffici and Papini often maintained -Marinetti certainly was the principal patron of the magazine, at least while his association with the Florentines lasted.
Papini's and Soffici's alliance with Marinetti cannot be explained just by their desire to distance themselves from Prezzolini's La Voce or by their need for a generous patron. They were strongly motivated by something that happened in Paris a year before Lacerba was established, when a Futurist exhibition of paintings caused a stir in avant-garde circles. While relating the success of the Parisian exhibition, Soffici wrote in La Voce that Futurism is a movement, and movement is life. [. . .] The same people I have more than once attacked and mocked because their works were silly and outdated could tomorrow gain momentum, and with some greater effort create something of substance.23
In other words, if Futurism attracted the interest of Parisian avant-gardes, perhaps it was not so silly after all. For Papini and Soffici, therefore, the alliance with the Futurists also meant to become part of an artistic movement that seemed on the verge of acquiring international consecration in Paris. Marinetti too had plenty to gain from the alliance: Soffici could help him consolidate the consecration of Futurism among the most advanced circles of the French avant-garde, those gathered around the poet Apollinaire; Lacerba also offered Futurism a prestigious and national showcase at a time when its centre of gravity was gradually shifting from Milan to Rome and Naples, where two galleries for exhibitions and serate futuriste were opened in 1913 and 1914 respectively.
The alliance between Papini, Soffici, and Marinetti, grounded most of all on reciprocal advantages and on the hostility towards the same enemies (among whom were Croce and Prezzolini's La Voce), was short-lived, however. Already in 1914 the two groups had disbanded, and the authors of Lacerba began to distinguish their work -which they claimed was true Futurism -from marinettismo. They described Marinetti's followers as false innovators, who produced works that were only ostensibly Fig. 9 'Futurismo e Marinettismo ', Lacerba (14 February 1915) groundbreaking. Soffici and Papini maintained that they were in search of an exclusive audience, and described marinettisti as enslaved by their desire to appeal to a broader one.
The Futurists and the authors of Lacerba, as well as those still faithful to Prezzolini's La Voce, would soon be united in a common battle. The First World War broke out on 28 July 1914, and all the avant-garde groups, both Milanese and Florentine, embarked on a new mission: to force the reluctant Italian ruling class to enter the war against Austria and Germany. Prezzolini left La Voce at the end of 1914 in order to become a political journalist in Rome. Lacerba was closed on 22 May 1915, a day before Italy declared war on Austria: Papini could claim that this outcome was Lacerba's achievement, since the magazine had dedicated its last year to an incessant campaign for Italy to enter the war. Many of the protagonists of the two avant-gardes died in the war, many others had their lives turned completely upside down. The First World War ushered in a new era, and with it new avant-gardes -and their new magazines. 
